beginning and ending of the capturing process of the camera (photographic or digital), and at least one shot is required to make a film, or part of it (e.g. Russian Ark, the first true single-shot film in history).
The most common model of film syntax is the combination of multiple shots put together with editing processes (or optical devices) to form meaningful Syntagmas. Thus, syntagmas are groupings of one or more shots with/without optical devices, with/without camera movements. Their limits are simultaneously linked to and independent of the general narrative and diegetic structures of the film: they are linked because some of the syntagmatic configurations that constitute the narrative film are only found in relation to the story and more generally in relation to the actions taking place in the world of the told story (i.e. in relation to the Diegesis 1) ); different because these constructions don't have the level of abstraction of general narrative constructions. The latter constructions are completely independent from the signifiers (the sensible, material, acoustic or visual signals which trigger a mental concept) that convey them, while the syntagmatic ones are founded on represented (figurative) elements that are visible on screen.
As for Segments, they are blocks of syntagmas that are joined together containing information relevant to the understanding of the narrative of the film in total. In most narrative films, these segments are articulated with optical devices and/or non-narrative segments (themselves constituted of syntagmas with no narrative significance). The delimitation of segments is not always easy since their limits follow more the filmmaker's way of using/arranging the basic film elements than a clear general rule: for example, a fade-in/fade-out is sometimes used to simulate the view from an opening/shutting eye and not to delimit a segment. Moreover the limits of a segment are also relative to the way every viewer/analyst reads the film and what they are looking to extract from it: in the case of our study for example, since we are architects addressing to architects, our process of film segmentation in general, and of Short Cuts in particular, is quite different from one performed by, say a sociologist looking to investigate some contextual/periodic social issues; where we are more interested in the film's structural, organizational and spatial levels, i.e. its syntactic levels, the latter would be more interested in the semantic levels, segmenting and analyzing the film in ways that respond better to their study.
Existents and Events in Narrative Film
As we will further demonstrate and expand below, Short Cuts is one of many mainstream, almost omnipresent, character-centric films, where the characters inhabiting the fictional world of the film, or the Diegesis are the perpetual focus of the story as it follows their actions and consequences, as well as the effect of external factors on them.
These characters in addition to the elements that constitute the diegetic environment they inhabit are designated by Seymour Chatman as Existents 4) .
In narrative film, Existents need not always be directly seen or heard in order to exist in the diegetic world: it is enough that one or more on-screen Existents mention or refer to another never seen or heard of on screen, in order for him/her/it to be understood by the viewer to exist in that world. This brings forth our distinction between 2 Existents: the Implied Existents and the Explicit Existents. The former are the ones whose existence the viewers have to fully imagine as they are implied by the latter which are audio-visually and explicitly manifested on/off-screen. In consequence, the Diegetic World itself becomes distinguished into an Implied Diegesis and an Explicit Diegesis, each composed of their respectively corresponding type of Existents.
As mentioned above, the Existents are either generating actions or are the objects of happenings external to them; Chatman sums up these 2 into a single concept referred to as Events 4) : the causal actions and happenings that place, put into relation, affect the Existents and/or are generated or caused by them (Figure 1 ).
In most "classical" narrative films, the temporal manifestations of Events *2) are sequential since a cause is always followed by its consequence. Russian Formalists refer to this "absolute eventuality" of untamed chronological cause and effect as Fabula, and to the arrangement of the Events as Plot or Syuzhet (we will also refer to it as Narrative Structure/Organization as it sounds more familiar to architects). However, there also exist many narrative films with apparent non-chronological succession of Events; in this case the Plot can be imagined in terms of form and organization as it rearranges the Events with artistic narrative techniques such as parallel plots, ellipsis, retardation, reverse chronology, etc. 1) 
About Short Cuts
Short Cuts (or SC as it will further be referred to) is a 1993 drama directed by Robert Altman. Its screenplay, written by Altman and Frank Barhydt, is inspired by 9 independent short stories and a poem written originally by Raymond Carver. The actions take place in and around the city of Los Angeles, following the daily lives of 9 different couples/families, in 9 corresponding and intermixed stories. The general themes of the latter revolve around the subjects of infidelity, death, parent/child disgruntlement, and intra-couple frustrations.
Fig. 1 Seymour Chatman's Elements of Narrative Text
The distinction between these 9 stories is primarily accomplished by the focus of each of them on specific, central and recurring Existents/characters (hence the character-centricity of SC): this distinction starts directly from the opening credits sequence of the film where it is actually composed of the main introductory segments to the Existents/characters central to each story.
Moreover, the 9 stories with their proper Existents seem to be largely independent from each other and have autonomous Events *3) , which makes us consider them as 9 Narrative Entities or NE 2) that when brought together by cinematic means define one single larger Narrative which is the narrative of SC (the Existents/characters of its 9 families and couples are specified in Table 1 fragmented narrative and diegetic structures and the latter a continuous diegesis but a fragmented narrative structure; and while the latter depends on actual architectonic elements to structure its narrative and diegesis, the former does so by depending solely on filmic elements; 2-SC is one of the best executed examples *5) of a multiple narrative film (omnibus narrative) as Altman successfully grouped and joined together (on all layers of narrative, diegesis, film semantics and syntax, etc.) the 9 Raymond Carver stories that were originally completely unrelated to each other; 3-Our interest in the subtle yet powerful means that Altman uses to connect disparate narrative segments and 9 NE, which we believe can offer important insight for using comparable means when connecting functionally and/or spatially differential spaces in architectural design.
Analysis of Short Cuts

Segmentation of Short Cuts
In SC, the syntagmatic structure is relatively easy to apprehend: the 9 short stories or NE, revolving around their corresponding Existents/characters, are broken down into smaller Narrative Segments (NS *6) ), and then shuffled and intermixed together; the limits of NS are recognized by the abrupt editing cuts (clear-cuts) that lead to another NS and NE, which is directly recognized by its central Existents/characters and the corresponding Events revolving around them. Thus, the Existents and Events in SC are pivotal to the perception of the NS limits: at some points of the film many types of syntagmas (with changing camera angles and Existent/settings) come into play together, rendering the syntactic limitation of a NS quite blurred if not for the unity of action of the Event depicted in them (the syntagmas) and/or the continuous audio/visual presence of the corresponding Existents.
Yet the delimitation and structuring of the NE by their NS is more obvious in terms of on-screen time than space: we illustrate this in the Segmental Time-Track, or STT ( Figure 2 ) by assigning a hatch pattern to each NE and positioning their corresponding NS on the time-track based on their on-screen appearances; the segmental discontinuity (hence the narrative and diegetic discontinuities) of each NE is also made obvious in the Layered Segmental Time-Track, or LSTT ( Fig. 3) by the voids separating their corresponding NS.
Since SC is more than 3 hours long (including roughly 144 NS), too long and too dense to be analyzed fully and in detail, we extract a shorter section to focus on. The extracted section is 30mins 21sec long, starts at 00:48:17 and ends at 01:18:38 of the film's time-track, and is composed of 22 NS containing all 9 NE. We have chosen this specific 30min section because 1) it is quite a manageable time length
for an in-depth analysis, 2) it is neither in the introductory section nor in the concluding section of the general narrative of the film, meaning that all the important elements of all the NE have already been established and set in their places at this point, 3) based on the STT, it is the densest section of the film in terms of NE/time ratio *7) , where the largest number of NE intersections is also located, thus Table 1 Designations and correspondences of the 9 Narrative
Entities of Short Cuts� leading to a higher concentration and diversity of inter and intra-segmental connections and relations, and finally 4) structurally, the section is a representative sample of the film's narrative and segmental structures (as can be seen in Fig. 2) , eliminating the need to analyze the entirety of the film.
Sequential Inter-Segmental Connections
The 3 hour long shuffling of 9 different NE along with their composing 144 NS, the use of the clear-cut editing technique to individually and sequentially connect them together, and the unexpected change in Existents and Events depicted in the NS, would be somewhat "violent" and disorienting for viewers, breaking their concentration in trying to understand and follow the contents of the viewed NS, and in consequence, resulting in the eventual loss of interest in the film. Thus, Altman, as we discuss here, uses intra-diegetic audio-visual elements as an additional connection process complementing the clear-cut editing; these Inter-Segmental Connections, or ISC (Fig. 4) , as well as being connectors of consecutive segments, play the role of buffers alleviating the impact of the abrupt segmental/NE alteration by echoing elements perceived in one NS into its successor in the segmental chain.
These ISC are repeated throughout the film in different forms, and in our extracted 30min section we distinguish 4 well-defined types of ISC, and 1 ill-defined: The columns with more than 1 hatch pattern represent the NS that contain more than 1 NE Existents, in other words they are the NS where the corresponding NE intersect. The dotted rectangular region is the 30mins 21sec section of SC on which we focus our in-depth analysis. In the cases where there are more than 1 NE in a single NS, the ISC arrows are assigned from one particular NE to another because during the inter-segmental passage the last and first images seen in the NS belong to those NE.
NS3/NS4 and NS18/NS19. 5-Non-Identified: when we were not able to clearly identify and classify the connection between 2 NS, we designated the connection as "Non-Identified". This type of connections seems to be an exclusive use of film grammar, as the connection between the NS is done only on the syntactic level of film (via the clear-cut editing) without resorting to its semantic levels.
Intra-Segmental Relations
As mentioned earlier above in Section 3 there are instances in SC where Existents/characters from different NE interact with one another on different levels in the same NS. These interactions between Existents generate Intra-Segmental Relations or ISR between their corresponding NE; where the relations between the latter were manifested sequentially on the semantic and syntactic levels in the case of the ISC, the NE's ISR are manifested almost simultaneously and on the semantic level, meaning that they occur purely in the diegetic realm of SC. Thus, since the diegetic world of the latter is extremely realistic and similar to our own real world, and since the Existents/characters are humans in nature, their interactions are therefore similar to the way we interact with each other, leading us to identify 3 types of ISR in our extracted 30min 3-Visual Relations: these relations depict characters of different NE's more or less in different Diegetic Spaces watching/looking at each other. We consider this relation directional since a character could be watching/looking at the other without the other being aware of it, just like the manifestation in NS1 where the character from NEKs is discretely watching the character from NET through the fence (Screenshot 6).
Synthesis
We summarize Sections 4.2 and 4.3 in diagrammatic form in Fig. 5 , and interpret them as follows: -While jumping from one NS to another consecutive one, intra-diegetic elements are used in both in order to curb the disorienting impact of this sudden break in the narrative and diegetic flows, and bridge the cut between them (ISC, Fig. 5 , top); -The diversity of these ISC (5 types in total) reflects and follows the diversity of the content and form of SC that contains 9 different individual stories with dozens of corresponding Existents (characters and settings) and Events related to them.
Screenshots 3 Example of a Verbal Inter-Segmental Connection (ISC)
The screenshot on the left is one of the last images from NS3 where Existents from NEF are talking about making phone calls, with one of the last uttered words being "telephone"; and the screenshot on the right is the first image from NS4 where an Existent from NES is having a conversation on the telephone.
Screenshots extracted from Short Cuts, Fine Line Features, 1993
Screenshots 4 Example of an Auditory Intra-Segmental Relation (ISR) Jerry Kaiser, an Existent/character from NEKs (left screenshot) having a telephone conversation with Bill Bush, an Existent/character from NEB (right screenshot). Although both Existents are located in different diegetic settings and there are cuts every time the camera moves from one to another, they are both still considered part of the same NS (NS1) since they are talking to each other and thus generating their proper common Event.
Screenshot 5 Example of a Spatial
Intra-Segmental Relation (ISR) Existents/characters from NEP, NES and NEWe are present on-screen in the same shot and diegetic space.
Screenshot extracted from Short Cuts, Fine Line Features, 1993
Screenshot 6 Example of a Visual
Intra-Segmental Relation (ISR) Jerry Kaiser from NEKs is seen here discretely watching Zoe Trainer fan Existent/character from NET.
Screenshot extracted from Short Cuts, Fine Line Features, 1993
Inside a single NS, multiple Existents derived from different NE can be co-present (on-screen or off-screen) either in the same syntagmas, thus more immediate ISR being generated between them (Fig. 5, bottom right) , or in different syntagmas where their ISR would be punctuated with syntactic cuts (Fig. 5, bottom left) SC is thus a highly complex and fine-detailed filmic experience that stimulates its viewers on many levels of significance making full use of available syntactic and semantic tools.
Architectural Interpretations
The synthesis of our previous works 1), 2) was a preliminary "Film to Architecture Analogy Table" *9),2) where we placed the multiple elements that constitute narrative film facing their analogous architectural counterparts *10) . We still consider this Table as "preliminary" because it has not yet been completed at this stage; thus with this current paper we add to it the additional information that we have gained and the conclusions we have reached after our structuralist analysis of SC.
And so, based on the contents of the above Analogy Table we interpret the results of SC's analysis as follows:
1-Segment is analogous to Space
Narrative is analogous to Primary Function,
Thus Narrative Segment (NS) is analogous to Functional
Space (FSp); Following the above interpretations we add the results to the Analogy Table, thus having an updated Table 2 (the updates added to the 
Conclusion and Future Tasks
In Section 2.3 of this paper we have introduced the notions of narrative Existents and Events central to the general narrative of films, and in particular to SC. Then, making use of these notions we proceeded to the segmentation of our case study film and uncovered 5 particular types of Inter-Segmental Connections (ISC), Auditory Connections, Iconic Connections, Thematic Connections, Verbal Connections, and Non-Identified Connections, that other than playing the role of buffers for viewers, bridge syntactic film cuts and diegetically connect the multiple differential segments of the SC. We also uncovered 3 Intra-Segmental Relations (ISR), Auditory Relations, Spatial Relations, and Visual Relations, that link multiple Existents belonging to different NE to each other on different levels.
Finally, proceeding with the same analogical process as our previous works, we have further developed the film/architecture analogies and charted them in an updated version of our "Film to Architecture Analogy Table" .
From this point on, the next step of our research will take us to a more experimental stage where we start trying out the usability of the different analogical elements in Table 2 as we organize a design workshop for architecture students who will try out the feasibility of our works' results. The outcome of the students' works in this workshop will be the focus of the next steps of our study.
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